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Monday, September 30, 2013 
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\ Jsai Performance Center 
Founded in 1872, the School of Music combines the intimacy and intensity of conservatory 
training with a broadly-based, traditional liberal arts education at the undergraduate level 
and intense coursework at the graduate level. The school offers degrees in performance, 
conducting, composition and theory, musicology, music education, collaborative piano, historical 
performance, as well as a certificate program in its Opera Institute, and artist and performance 
diplomas. 
Founded in 1839, Boston University is an internationally recognized private research university 
with more than 32,000 students participating in undergraduate, graduate, and professional 
programs. BU consists of 17 colleges and schools along with a number of multidisciplinary 
centers and institutes which are central to the school's research and teaching mission. 
The Boston University College of Fine Arts was created in 1954 to bring together the School of 
Music, the School of Theatre, and the School of Visual Arts. The University's vision was to create 
a community of artists in a conservatory-style school offering professional training in the arts 
to both undergraduate and graduate students, complemented by a liberal arts curriculum for 
undergraduate stud~nts . Since those early days, education at the College of Fine Arts has begun 
on the BU campus and extended into the city of Boston, a rich center of cultural, artistic, and 
intellectual activity. 
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Claude Debussy 
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Richard Wagner 
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Ludwig van Beethoven 
(1770-1827) 
Nocturnes, Nuages et Fetes 
Tristan und Isolde, Vorspiel und Liebestod 
-Intermission-
Symphony No.5 inC minor, op. 67 
Allegro con brio 
Andante con moto 
Scherzo: Allegro 
Allegro 
Neal Hampton, conductor 
Born in New York City and raised in Philadelphia, Neal Hampton has been engaged 
as guest conductor by the Savannah Symphony, The Rhode Island Philharmonic, 
the Handel and Haydn Society, the Tallahassee Symphony, the Springfield (MA) 
Symphony, London's Westminster Philharmonic (concert tour to Nova Scotia), 
and the Vermont Millennium Festival, among others. He has premiered numerous 
contemporary works and served as music director for theater productions at the 
Gloucester Stage, the Boston Conservatory, and Brandeis University. Past conducting 
posts include Music Director of the Genesee (NY) Symphony and the Lowell (MA) 
Philharmonic, Conductor of the Boston College Symphony Orchestra and Assistant 
Conductor of the Young Artist's Orchestra at Tanglewood. He has led the Boston 
University Chamber Orchestra several times, including a performance of the Stoppard/ 
Previn collaboration, Every Good Boy Deserves Favour, at Town Hall in New York City~ 
Boston-area performances of his concert-works include music for the ballet 
Rappaccini's Daughter. Other compositions include incidental music for the Canadian 
Premier of Lanford Wilson's Book of Days and a choral arrangement for the Columbia 
Pictures release of Mona Lisa Smile . His musical Sense and Sensibility (book and lyrics 
by Jeffrey Haddow, based on the Jane Austen novel) received its world premier in April 
2013 at the Denver Center Theatre Company under the direction of Marcia Milgrom 
Dodge. 
Mr. Hampton holds degrees in conducting and composition from the Eastman School 
of Music and Boston University School of Music. Additional conducting studies include 
master classes at the Pierre Monteux School for Conductors, the Conductor's Retreat 
at Medomak, and at the Tanglewood Seminar for Conductors. He currently serves 
on the faculties of Brandeis University and Wellesley College as conductor of the 
Brandeis-Wellesley Orchestra. 
Program Notes 
Nocturnes, Nuages et Fetes 
Claude Debussy 
The creation of Debussy's Nocturnes is shrouded in mystery. The genesis of the three-
pa rt work may date back to 1892 in "Three Scenes at Twilight," a composition that 
seems to have either remained unfinished or simply disappeared. The inspiration for 
this spectral work derived from a set of 10 poems by Henri de Regnier, a symbolist poet 
and friend of Debussy's close friend, the poet Stephane Mallarme, author of "Prelude to 
the Afternoon of a Faune." By 1897, the Nocturnes were in the final stages of formation. 
Debussy characterized the opening section, Nuages ( "clouds") as, "the unchanging 
aspect of the sky, with the slow and melancholy passage of clouds dissolving into a 
vague grayness tinged with white." High winds weave gentle swirling arabesques in 
soft harmonies, achieving a sense of quietly seductive mystery. 
is far less dreamy than Nuages, and fully lives up to its title, "Festivals." Debussy 
W1 te of this movement, "Festivals: vibrating, dancing rhythm, with sudden flashes of 
light. There is also the episode of a procession (a dazzling, fantast ic vision) passing 
through the festive scene and becoming blended with it; but the background remains 
persistently the same: the festival with its blending of music and luminous dust 
participating in the universal rhythm of things." A symbolist poet couldn 't have said it 
better! 
Tristan und Isolde, Vorspiel und Liebestod 
Richard Wagner 
© Seattle Symphony 
seattlesymphony.org 
In the middle and latter half of the 1800's Germany was embracing a grass-roots 
nationalism similar to that of Italy earlier in the century. The movement encompassed 
political unity, and more so a national character and identity. This German character 
was championed by many artists and philosophers, but most vocal and committed 
was Richard Wagner by way of music and writing. This national character was one that 
cultivated and defined the mystical and metaphysical nature of the German people. 
An unusually bright man with many talents, Wagner devoted much of his life trying to 
mold and identify this national character. Not single-handedly, but surely outspoken, 
Wagner envisioned a pureness of heart and mind in this character. It followed that he 
believed all artistic endeavor be Blended into a single, powerfully moving amalgam; 
taking away the boundaries between literature, philosophy, art, and music, and melding 
them into one unified art. The culmination of this was his Opera House and Festival 
at Bayreuth, of which in 1910 Stravinsky was moved to conclude the whole notion 
"sacrilegious." 
But such was Wagner's ideal, and his 13 operas bear witness to it, combining 
metaphysical and mythical stories with music of quite a new nature regarding the 
artistic norm. Tristan und Isolde, which was composed between 1856 and 1859, may 
be considered an ultimate expression of this ideal. 
The story harkens back to the 12th Century Gaelic tale of Tristan, the Knight, and 
Isolde, the fair maiden. Fate brings them together, a love potion seals their hearts to 
each other, but reality makes them choose death and the beyond over separateness on 
earth. It's an old tale that Wagner idealized and took a few steps further, for, though the 
theme is common enough, Wagner identifies Love with Death, Daylight with Darkness, 
and Reality with the Unknown. 
The Prelude indeed gives us a remarkable hint at how Wagner will proceed. The first 
three bars of music take us into a place that is dark and immensely yearning, full of 
uncharted pathos, and completely unrequited. We also will hear Isolde's Song of 
Death, but which is called Life-Death (Liebestod), in which the heroine rents her heart 
of the illusory trappings of mortality to be with her lover in death. We hear this song in 
a purely orchestral arrangement, but the instruments sing to us clearly enough. 
The opera, and more specifically the extraordinary Prelude, has been considered by 
some to have changed the course of Western music. This is because of its startling 
ambiguity of key, a stark departure from the harmonic structures of the Classical era . 
The prelude takes about 16 bars to even begin giving us a feeling of where we are 
harmonically. The first three bars are composed of two very short, extremely chromatic 
themes, in which appears the "Tristan" chord, a chord that has no harmonic resolution 
·in its context. 
These two motives, (which Wagner called leit motifs- a musical phrase that 
represents an idea or emotion), and a third in bar 16, virtually make up the entire op 
In the time and tide of Western music, admittedly this work had a resounding impact, 
and in the words of musicologist Bernard Jacobson, "The profoundly inward-looking 
style of this music established Tristan as the single most influential work of its time, 
weakening the grip of the classical key system and presaging the atonal explorations of 
the 20th century." 
Symphony No. 5 in C minor, op. 67 
Ludwig van Beethoven 
© Max Derrickson 
jhu.edu 
This is the symphony that, along with an image of Beethoven, agitated and disheveled, 
has come to represent greatness in music. Perhaps we are speaking only of the very 
opening seconds, just as we may remember vividly and accurately no. more than the 
Mona Lisa 's smile, or the first ten words of Hamlet's soliloquy. It's hard to know how 
so few notes, so plainly strung together, could become so popular; there are certainly 
those who would argue that this isn 't even Beethoven's greatest symphony, just as the 
Mona Lisa isn't Leonardo's finest painting-Beethoven himself preferred his Eroica to 
the Fifth Symphony. And yet, it's hardly famous beyond its merits, for one can't easily 
think of another single composition that in its expressive range and structural power 
better represer~ts what music is all about. 
Beethoven's Fifth Symphony has spoken forcefully and directly to many listeners-
trained and untrained-over the years; we each listen and understand fn our own 
· way. We can probably find ourselves somewhere here, among the characters of E. M . 
Forster's Howard's End: 
Whether you are like Mrs. Munt, and tap surreptitiously when the tunes come-
of course not so as to disturb the others; or like Helen, who can see heroes and 
shipwrecks in the music's flood; or like Margaret, who can only see the music; o· 
like Tibby, who is profoundly versed in counterpoint, and holds the full score op 
on his knee; or like their cousin, Fraulein Mosebach, who remembers all the time 
that Beethoven is "echt Deutsch"; or like Fraulein Mosebach's young man, who 
can remember nothing but Fraulein Mosebach: in any case, the passion of your life 
becomes more vivid, and you are bound to admit that such a noise is cheap at two 
shillings. 
That is why we still go to concerts (although two shillings will no longer buy Mrs. Munt 
a seat), and, whether we see shipwrecks or dominant sevenths, we may well agree, 
I 
! 
while caught up in a captivating performance, "that Beethoven's Fifth Symphony is the 
most sublime noise that has ever penetrated into the ear of man." 
For a while it was somewhat overshadowed by the Ninth Symphony, which seemed 
to point the way to the rest of the nineteenth century and emboldened generations of 
composers to think differently of the symphony, or of music in general. But the Fifth has 
never really lost its appeal. Robert Schumann, whose musical predictions have often 
come true, wrote that "this symphony invariably wields its power over men of every 
age like those great phenomena of nature ... . This symphony, too, will be heard in 
future centuries, nay, as long as music and the world exist." 
A familiarity that only a handful of pieces in any century earn has largely blunted 
much of the work's wild power for our ears. And knowledge of the many works that 
couldn 't have been written without this as their example has blinded us to the novelty 
of Beethoven's boldest strokes: the cross-reference between the famous opening 
and the fortissimo horn call in the scherzo, the way the scherzo passes directly-
and dramatically-into the finale, and the memory of the scherzo that appears 
·· pectedly in the finale-all forging the four movements of the symphony into one 
d design. 
There's no way to know what the first audience thought. For one thing, that concert, 
given at the Theater an der Wien on December 22, 1808, was so inordinately long 
(even by nineteenth-century standards) and jammed with so much important new 
music that no one could truly have taken it all in. J. F. Reichardt, who shared a box with 
Prince Lobkovitz, later wrote: "There we sat from 6:30 till10:30 in the most bitter cold, 
and found by experience that one might have too much even of a good thing." 
Reichardt and Lobkovitz stayed till the end, their patience frequently tried not by 
the music-to which these two brought more understanding than most-but by the 
performance, which was rough and unsympathetic. Surely some in the audience that 
night were bowled over by what they heard, though many may well have fidgeted and 
daydreamed, uncomprehending, or perhaps even bored. Beethoven's was not yet the 
most popular music ever written, and even as great a figure as Goethe would outlive 
Beethoven without coming to terms with the one composer who was clearly his 
equal. As late as 1830, Mendelssohn tried one last time to interest the aging poet in 
Beethoven's music, enthusiastically playing the first movement of the Fifth Symphony 
at the piano. "But that does not move one," Goethe responded, "it is merely astounding, 
grandiose." · 
Take the celebrated opening, which Beethoven once, in a moment he surely regretted, 
likened to Fate knocking at the door. It is bold and simple and thus, like many of the 
mottoes of our civilization, susceptible to all manner of popular treatments, none of 
which can diminish the power of the original. Beethoven writes eight notes, four plus 
four-the first ta-ta-ta-TUM falling from G down to E-flat, the second from F to D. 
For all the force of those hammer strokes, we may be surprised that only strings and 
clarinets play them. Hearing those eight notes and no more, we can 't yet say for certain 
whether this is E-flat major or C minor. As soon as Beethoven continues, we hear that 
urgent knocking as part of a grim and driven music in C minor. But when the exposition 
i~~eated, and we start over from the top with E-flat major chords still ringing in our 
, those same ta-ta-ta-TUM patterns sound like they belong to E-flat major. That 
a iguity and tension are at the heart of this furious music-just as the struggle to 
break from C minor, where this movement settles, into the brilliance of C major-and 
will carry us to the end of the symphony. 
If one understands and remembers those four measures, much of what happens during 
the next thirty-odd minutes will seem both familiar and logical. We can hear Fate 
knocking at the door of nearly every measure in the first movement. The forceful horn 
call that introduces the second theme, for example, mimics both the rhythm and the 
shape of the symphony's opening. (We can also notice the similarity to the beginning 
of the Fourth Piano Concerto-and, in fact, ideas for both works can be found in the 
same sketchbooks, those rich hunting grounds where brilliance often emerges in 
flashes from a disarray matched only by the notorious condition of the composer's 
lodgings.) 
Although the first movement is launched with the energy and urgency of those first 
notes, its progress is stalled periodically by echoes of the two long-held notes in 
the first bars-in the recapitulation a tiny, but enormously expressive oboe cadenza 
completely freezes the action. The extensive coda is particularly satisfying not because 
it effectively concludes a dramatic and powerful movement, but because it uncovers 
still new depths of drama and power at a point when that seems unthinkable. 
The Andante con moto is a distant relative of the theme and variations that often 
turn up as slow movements in classical symphonies. But unlike the conventional 
type, it presents two different themes, varies them separately, and then trails off intr 
a free improvisation that covers a wide range of thoughts, each springing almost 
spontaneously from the last. The sequence of events is so unpredictable, and the 
meditative tone so seductive, that, in the least assertive movement of the symphony, 
Beethoven commands our attention to the final sentence. 
"Now comes the wonderful movement." Helen Schlegel whispers to Mrs. Muntin 
Howard's End, "first of all the goblins, and then a trio of elephants dancing." The goblins 
enter to furtive music, inching forward in the low strings, then stumbling on the horns 
who let loose with their own rendition of Fate at the door. Beethoven was the first 
to notice the scherzo's resemblance to the opening of the finale of Mozart's great G 
minor symphony-he wrote out the Mozart opening on a page of sketches for this 
music-but while the effect there is decisive and triumphant, here it is clouded with 
half-uttered questions. 
God bless Tibby, with his score planted firmly on his knees, for imploring Helen to put 
away her goblins and elephants and to watch for the transitional passage on the drum, 
for it is as justifiably famous as any passage in music, and the sudden, quiet pounding 
of the timpani is the first sign that something momentous is about to happen. 
What happens, of course, is that the scherzo never ends, building instead over that 
ominous pounding to an explosion of brilliant C major. Composers have struggled 
ever since to match the effect, not just of binding movements together-that much 
has been successfully copied-but of emerging so dramatically from darkness to light. 
The sketchbooks tell us that these fifty measures cost Beethoven considerable effort, 
and, most surprisingly, that they weren't even part of the original plan. Berlioz thought 
this transition so stunning that it would be impossible to surpass it in what follows. 
Beethoven, perfectly understanding the challenge-and also that of sustaining the 
victory of C major once it has been achieved-adds trombones (used in symphonic 
music for the first t ime), the piccolo, and the contrabassoon to the first burst of C 
major and moves forward towards his final stroke of genius. 
That moment comes amidst general rejoicing, when the ghost of the scherzo quieti~ 
appears, at once disrupting C major with unexpected memories of C minor and leavin 
everyone temporarily hushed and shaken. Beethoven quickly restores order, and the 
music begins again as if nothing has happened. But Beethoven still finds it necessary to 
end with fifty-four measures of the purest C major to resolve any lingering doubts and 
to remind us of the conquest, not the struggle. 
© Phillip Huscher 
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Betsy Polatin (theater) 
Bonnie Pomfret 
jerrold Pope • 
HISTORICAL 
PERFORMANCE 
Aida Abreu recorder 
Sarah Freiberg Ellison cello 
Greg Ingles sackbut 
Laura Jeppesen 
viola da gamba 
Christopher Krueger 
baroque flu te 
Catherine Liddell/ute 
Douglas Lundeen llaturnl hom 
Scott Metcalfe. 
Martin Pearlman 
baroque ensembles .. SAB 
SCHOOL OF MUSIC DEPARTMENT OF 
PRODUCTION AND ENSEMBLES 
J. Casey Soward, Assista11t Director for Productio11 and 
Performance 
Midi.ael Barsano, Manager of University-Wide Ensembles 
Michael Culler, Head RecorcfhzK_ Engineer 
Aaron Goldberg. Director of Allzletzc Bands 
0~ in Gregorian, Mana~er of Opera l11stitute 
Mci:ean, Stage Manager 
McMahon, Recordi11.8 Engineer 
Dawson II, Schedulmg and Recitals Coordinator 
~:~~i~n~::;'~:rb;d~daf!~J:nician a11d Restoratio11 
Molly Walker, 'tfa11ager of Sclzool of Music Ensembles 
COLLEGE OF FINE ARTS ADMIN I STRATION 
Benjamin Juarez, Dean, College of Fi11e Arts 
Richard Cornell, Director ad mterim, Sclzool of Music 
Jim Petosa, Director, Sc/zoo/ otT/zeatre 
Lynne Allen, Director, Sclzoo of Visual Arts 
Robinson Pyle 
natural trumpet 
Marc Schachman 
baroque oboe 
Aaron Sheehan HPvoice 
jane Starkman 
baroque violiu, viola 
Peter Sykes harpsichord • 
MUSICOLOGY 
MarieAbe•HL 
Victor Coelho ,.. 
Matthew Cron (SI) 
Brita Heimarck"" 
Lewis Lockwood (SII) 
Rebecca Marchand (SII) 
Thomas Peattie .. 
joshua Rifkin • 
Andrew Shenton • STH/SOM 
jacquelyn Sholes• 
Patrick Wood Uribe • LOA 
jeremy Yudkin • (51) 
COMPOSITION 
AND THEORY 
Vartan Aghababian 
Martin Amlin • 
Deborah Burton • 
justin Casinghino 
Richard Cornell • 
Joshua Fineberg • 
Samuel Headrick • 
David Kopp • 
Mary Montgomery Koppel 
Rodney Lister .. 
Ketty Nez • 
Andrew Smith 
jolm Wallace • 
Steven Weigt .. 
jason Yust • 
MUSIC EDUCATION 
Richard Bunbury • 
Susan Conkling • 
Diana Dansereau • 
Andre de Quadros • 
jay Dorfman • 
Andrew Goodrich • 
Lee Higgins • 
Ron Kos • 
Roger Mantie • 
Donna Nagle (51) 
Sandra Nicolucci .. 
SCHOOL OF MUSIC 
CONDUCTING 
David Hoose • 
Ann Howard Jones • 
Scott Allen Jarrett 
Kevin Leong (SI) 
David Martins 
jameson Marvin (SII) 
Scott Metcalfe 
OPERA INSTITUTE 
Phyllis Curtin++ 
Melinda Sullivan-Friedman 
Matthew Larson 
William Lumpkin • 
Laura Raffo 
jim Petosa (theater) 
Betsy Polatin (theater) 
Emily Raini (theater) 
jeffrey Stevens • 
Nathan Troup 
Allison Voth • 
STAFF PIANISTS 
Michelle Beaton 
Anna Carr 
Phillip Oliver 
Brendan Shapiro 
Lorena Tecu 
Christina Wright 
Noriko Yasuda 
VISmNG SCHOLARS 
Pei Chien 
Xiaolong Feng 
Ziaolong Liu (SII) 
Yang Liu (SII) 
Hui Tian 
Chen Wang 
Keju Wang 
Department Chairs 
represented in bold 
• Full-time faculty 
++Emeritus 
HL- Humanities Leave 
LOA - Leave of Abscence 
SAB- Sabbitcal 
SI - Semester I 
Sll - Semester II 
David K~P.· Associate Director of Academic 1;airs 
wx.;~~~ Ed~;:zilic,~1s, Associate Director of tlze clzoo/ of /';lusic for 
Phyllis Hoffman, Executive and Artistic Director of The Boston 
U11iversity Tanglewood Institute 
SCHOOL OF MUSIC EXECUTIVE COMMITTEE 
Richard Cornell, Director nd iuterim School of Music 
Pf:lyllis Hoffman, Executive and Artistic Director of Boston 
University Tanglewood Institute · 
Ann Howard Tones, Director of Choral Ensembles 
David Kopp, Director, Gradua1e Studies, Associate Director of 
A endemic Affairs 
Michelle LaCourse, Clzair, Applied Studies 
Shaun Ramsay, Assislaut Director for Admissions and 
Student AJ!nzrs 
John Wallace, Director, UuderKraduate Studies 
William McManus, Associate Director of tlze Sc/zoo/ of Music for 
Music Educatiou 
Boston University College of Fine Arts School of Music 
Upcoming Events and Performances 
Tuesday, October 1. Spm 
Boston University Symphony Orchestra 
David Hoose, and Qinq ing Qian, conductors 
Tsai Performance Center 
Friday - Sunday October 3-6 
Boston University Fringe Festival 
BU Theater 
Tuesday, October 8, 8pm 
Artists in Residence: Muir Quartet 
Peter Zazofsky, violin I Lucia Lin, violin I 
Steven Ansell, viola I Michael Reynolds, cello 
Tsa i Performance Center 
Tuesday, October 22, Spm 
Boston University Chamber Orchest ra 
Neal Hampton, conductor 
Tsai Center 
Boston University Theatre, 264 Hunt ington Avenue 
Marsh Chapel, 735 Commonwea lth Avenue 
Tsai Performance Center, 685 Commonwealth Avenue 
CFA Concert Hall, 855 Commonwealth Avenue 
Boston University College of Fine Arts 
Text BUARTS to 22828 twitter.com/ BUArts 
bu.edu/ cfa 
• facebook.com/ BUARTS 
